It describes the role of mobile phones in the films, both on the level of content and in terms of aesthetics. Within the films, the failure of the phone to connect the protagonists to significant others is seen as symbolic of an alienation that leads them to points of crisis. Here, the mobile phone works as a device in two ways. First, as a significant communication technology, and second, as a plot contrivance to advance the dramatic conflict. Critically, the mobile phone opens an uncertain space where subjectivity becomes increasingly insecure, precisely as it becomes fundamentally intertwined with it.
of Ronell's text in 1989, the mobile phone and its, by now, greatly expanded functions have permeated and saturated social life, intensifying these potentials and generating an increased state of existential anxiety with the sense that something is fundamentally lost or absent in this assemblage -what Ronell describes as the techno-hermeneutics of mourning. 2 Developing from Ronell's thesis, this article will consider the cinematic form of the above mentioned films by Östlund in relation to the notion of traumatic repetition, and how this expands into our contemporary imagebased culture. What is evident in these films is a sense of rising anxiety, generated by the recent iterations of the mobile phone as a problematic communication technology. The argument of the article is that the films plug into the tensions inherent in what Felix Guattari describes as the three ecologies: of the media, the social, and the subjective, that are perpetually in process with each other and constitutive of an environment. 3 It is the notion of environment as a field of potential that is explored in this analysis of the medium of film; a medium that oscillates between what can be defined as communication and expression. Films communicate through images, ideas, and emotions, that is, by a systematic organization of elements in a familiar arrangement of perceptual cues, that operate through multimedia techniques. This is not to reduce film to the idea that it is simply a delivery vehicle for already formulated systems of thinking or ideologies (messages); it can be far more than that and can, potentially, spur new thinking into existence, forcing us to confront challenging ethical questions. 4 In this sense, a film is a complex arrangement that has multiple relays and feedback loops between elements that constitute a field of expressive potential, whose rhythms are organized to resonate with audiences' affective bodily interiors. 5 From the point of view of the film director (given the arduous nature of the production process), establishing a repeatable cinematic technique allows for the exploration of other creative potentials, that will add something new to the more recognizable style they have established in their work. By working in this way, across the films of Ruben Östlund, we can usefully track the reappearance of certain motifs whilst paying attention to the specifics of each moment of articulation, that are generative of new insights.
MOBILE IDENTITIES
In his films, Östlund uses the mobile phone as a device, where the term device refers both to the phone as a communication device and, in cinematic terms, as something that moves the story forward; "Please leave a message" a plot device that motivates a character's actions and maintains the narrative flow. In one important sense, the mobile phone has become so ubiquitous today that it is becoming an intrinsic part of the character's identity. Any disturbance of this relationship -such as the loss of a phone or lack of connection -begins to initiate an escalating series of crisis. 6 What Östlund does well, is to articulate something of the double aspect of the mobile phone, that effectively captures the changes in behavior, driven by its expanded range of possibilities as well as the gaps and uncertainties that are simultaneously opened up. Across the films, the presence of a phone works as a point of disruption to the protagonist's world. Thus, what is highlighted is the potential of the phone to interrupt the familiar pattern of social relationships and initiate a process of dislocation, making the situation become one beyond the subject's control.
Östlund weaves the mobile phone into the texture of his films as the privileged device for interrupting the call of the master, where the stability and authority of their male figures are undermined by aspects of this technology that escapes their charge. Indeed, it can further be appropriated by others, and the character becomes a victim, subject to the subaltern's regime of control. This is something that has a long tradition in cinematic history, where drama is generated precisely by the mistakes, failings, and delays in telephone (mis)communication. Ned Schantz writes of what he describes as the telephonic film, where from the earliest days of narrative cinema the telephone worked to undermine the singular viewpoint of the individual, functioning as "… the somewhat wobbly vehicle that, in its inherent vulnerability to interception, delay, misunderstanding, or disguise, dependably delivers the conditions of instability that make narrative possible." 7 As the fixed-line telephone of the twentieth century morphs into the mobile handset, and further into the smartphone of the twentyfirst century, the role of the phone in cinema changes as well and becomes something that now operates in a different way. For, as Schantz describes it: they have both "… now entered a period of mutation and complex interconnection with other technologies." 8 Across Östlund's films, the mobile phone works in different ways, each reflecting its moment of cinematic production and articulating something of the contemporary communication milieu within which it is located. The most common aspect of the phone as plot device is the frustrating inability of the character to reach a person outside of the situation, who could resolve the conflict for them. This failure of communication undermines the authority of the characters, and their abilities to find a safe solution to the shows that without technology to mediate (culture), Tomas is revealed to be subject to nature, rather than able to control it. At the same time, the director arguably undermines this dichotomy. Reflectively, however, the device ultimately bears witness to a moment of redemption, where, in the final section of the film, the family is descending from the resort in a bus along with their friends and other passengers. This time it is Ebba's turn to panic and scream to be let off, abandoning the children, while it falls to Tomas to contain the panic her actions cause, and to marshal the women and children to safety. Everyone, apart from one passenger, stand and watch the bus make a turn before it drives away. Continuing a theme introduced in the beginning of the film, when the family was being arranged for an official resort photograph, cameras are positioned in a circuit of ocular correspondence. As the bus manoeuvres and drives off, a passenger films it on his cameraphone before panning onto the watching crowd, that is also now pointing at us, the audience, completing the circuit of complicity, Christian's triumphant attitude is soon undermined as a call from the convenience store details a letter that has, in turn, been left for him.
Here, a threat is made to "make chaos with you" unless an apology for the accusation of theft is publicly withdrawn.
At this moment For each of the protagonists within Östlund's films, they are faced The phone may serve as a simple tool of communication, relating subordinate to superior, sender to receiver, and relaying messages through its apparatus. But, if this system malfunctions, the force of the interruption is more than a momentary check to communication. The sender's whole identity is placed in peril, because his place in the system has been lost… The system, therefore, does not simply relay messages, it maintains identity and meaning as places within a functioning series of connections. 14 In each of these films, the male protagonists are further emasculated by aspects of the phone-screen technology: in Play, we see the black boys talking to the mother of one of their victims on the stolen phone, as they mock his sexuality; in Force Majeure, Ebba publicly exposes Tomas's actions to an alpha male via video playback; in
The Square, Christian is stripped of his position in the aftermath of the viral video, as Elna, the museum director, instructs him of his resignation from his post, as a necessary sacrifice. The mobile/ camera/smart phone is the device through which these multiple technologies operate to mediate, what is for the protagonists, a traumatic event with disturbing consequences. An aspect of this, which feeds into the sense of existential shock that they experience, is how the unsettling nature of this trauma generates a particular kind of episodic memory. This is experiential memory that is recallable and distinct from semantic memory, which is concerned with a more general understanding of the world that goes into the creation of stable long-term memory. 15 This phenomenon of the trauma event and episodic memory as akin to the cinematic process is examined next.
MOBILE IMAGES
In an interview from 2017, Östlund points to a key element in his intermedial approach to film:
The most powerful moving images that I have seen the last fifteen years are from the Internet, especially from YouTube.
It has such a great ability to describe a human being and how we behave, even if those images are not connected to any story.
They are quite often connected to a very simple situation. I think that to be a director today is challenging, because the most interesting moving images actually are presented on the internet. We have to try to create those unforgettable moments and situations where we are highlighting humans and how we behave, also in the cinema and also within the context of the feature film. 16 By now, it is well known that Östlund takes ideas for certain scenes and individual behaviours from YouTube clips. The question is, whether this is merely something that acts as a source for ideas alongside personal experience and those of people around him, as he has also detailed, or whether there is something more significant at work here. Clearly, Östlund invests a great deal of time and 
were bitterly criticized for their failings at the time. 18 The particular parameters of the disaster were significant in that it was not just the loss of people that was traumatic, but the spectacle of holidaying families shattered by the wave and the chaos that ensued. People's behaviour in disasters is an issue much explored in drama and news coverage, where the focus within these narratives is primarily driven by human interest and the role of individuals. Certainly, we can identify how such an experience of the tsunami can have fed into Force Majeure, as the father is seen to flee the avalanche and abandon his wife and children. This can be directly linked to and at the same time be seen in direct contrast to one image, widely disseminated in the wake of the 2004 tsunami, where a mother, Karin Svärd, runs towards the tsunami in an attempt to reach her husband and three children. 19 The British newspaper The Independent covered the story:
A Swedish policewoman, who ran towards the oncoming tsunami in an effort to save her family, is back home with her children and husband, who also survived. The mobile digital camera allows a particular writing of the disaster, i.e. more specifically, an inscription of the mobility of the witness. The aesthetics of the disaster requires then a "mobilographic" study that would understand how an event is built by the single individual mobility, writable by the portable device. 21 A platform for user-generated content such as YouTube is not simply, therefore, a source for ideas or scenarios. Rather, what has been initiated is a fundamental change in our shared and global image-culture, where disturbing footage can be compulsively replayed. For the developer of the YouTube website, the lack of being able to access amateur footage motivated him to facilitate something that has had a profound impact on the social realm.
For Östlund, it actually changes the practice of film making. As he states in an interview:
If cinema wants to stay contemporary and not be like the opera, we have to adapt to the time that we are living in. I prefer to talk about moving images more than I do "the cinema". In one sense, the impact of something such as YouTube on cinema is quite new, but arguably it has a historical precursor that goes back to the founding of the medium. Tom Gunning has described cinema pre-1906 as a cinema of attractions. 23 Here, film in its infancy has not solidified into conventions of narrative with which we have become familiar. Instead, the cinema of attractions engages the viewer's curiosity directly by appealing to an act of looking -an act that they are indeed aware of, as they consume thrilling images, an exhibitionist cinema. Teresa Rizzo takes this concept and reworks it to argue that YouTube fulfills many of these criteria to produce a form of moving image that re-stages this idea of exhibitionism, as the viewer is concerned not with character and narrative but momentary attention. 24 Now, as said, it is not the case that Östlund simply aims to recreate the YouTube clips, but rather that he derives from it an experience -an experience that is actually defined by the genre itself. In The Square, Christian is coerced into a not entirely convincing performance of shame for his sanctioning of the viral video, that has caused public outrage. This can be seen to be more motivated by his private shame at the threatening behavior towards the boy and sexual encounter with a journalist on a one-night stand.
Finally, there is another way in which it is possible to consider the films of Östlund in the light of YouTube and its disaster aesthetic, which is in terms of its episodic structure. So far, Östlund has not moved much beyond a classical narrative structure, as even if consisting of relatively discrete scenarios, he adheres to a linear timeline and conventional chronology. However, there is a clear sense that the fragmentation in the structure of his films problematizes the relationship between technologies of communication and the shifting interior-to-exterior social space.
Indeed, it is the coincidence of the normally parallel lines of private and public, which creates the moments of tension, that threaten the stability of the character's hold on the matrix of social networks. In each of the films, the status quo is disrupted by aspects of the devices they carry: for the boys in Play, their pleasure of consumption is brought to a halt; for Tomas in Force Majeure, the leisure pursuit of family skiing; and for Christian in
The Square, the functioning of an art space. All three realms of consumerism, leisure, and culture are interrupted. The narrative of self is undermined, as socially repressed or controlled forces push at their limits to make it impossible for the character to carry on as usual, where experience has now become abnormal and uncertain.
The locations of all these films -the shopping mall, ski resort, and art-space -are built-environments that overlay the landscape with a set of economically dominant values, constructed to enable a particular kind of subject, whose status is dependent upon the servicing by others elsewhere in the system. In each film, Östlund stages the actual crisscrossing of the location-frame: the mall interior; the ski slope; the exhibition square, by the characters in a way that effectively mirrors the crisscrossing of the social space by forces of capital, power, and technology.
By arranging this into an episodic structure, Östlund is able to explore more effectively the ways in which the experience of spacetime is figured in terms of a social order that assumes harmony, rather than antagonism, as the normal state of affairs. The synchronous time of the subject is brought into conflict with the asynchrony of communication technologies, where instant connection is assumed, but in these film scenarios fails. In a similar way, in the rise of popularity of episodic serial drama we can identify something of how this is matching the deeply changed media environment of the twenty-first century. It is relevant here, that Östlund himself is committed to his next project as a TV series and not a film. 25 Östlund's use of time and connections between scenes contribute to the sense of the challenges faced by the subject in this media-saturated environment. The fact that he favors the use of long-takes also draws upon certain media aesthetics, where it is fundamentally connected to an assertion of a kind of authenticity. Prior to film school, Östlund made ski films in a pre-YouTube culture, where footage of extreme sports was validated by not being edited so as to maintain a truthvalue to the athletic feats. 26 Similarly, the typical YouTube clip is an unedited and continuous shot that underpins its genuineness.
By constructing the films in such an episodic format, an aesthetic is established that frames and displays these affectively resonant moments of candid behavior, while simultaneously drawing attention to its very mediatized nature.
The images from Ruben Östlund's films are reproduced with permission and assistance of Plattform Produktion.
